Mr. H. J. A. Sanders (Figure 1 ) was the owner of a gold mine in Lebong Donok on the island of Sumatra from at least 1908 until June 1937. He was also a keen amateur filmer and photographer. His films, shot from 1931 to1939, provide an interesting case for two reasons. First, they are representative of the amateur films produced in the Dutch East Indies during the 1920s and 30s, in that they document the highlights of the colonial life of the well-to-do who could afford the equipment to produce these films. At the same time, they stretch the boundaries of the genre, in that they do not limit themselves to the subjects stereotypically covered in family films, such as holidays, children, and scenes from domestic life.
As Nico de Klerk points out, the home movies from the Dutch East Indies often show a blurring of the distinction between private and public as we normally understand it.
2 Our analysis of the Sanders films confirms this observation. A close reading of two Sanders films shows how this material blurs the borders of the family and the line between private life and work. From the start, this material extends beyond the private realm of the family home. In that sense, the Sanders recordings, as the other amateur films from this particular social and historical setting where people created new "homes away from home," illustrate the permeability between private and public life that was characteristic for life in any colony. 3 Additionally, the inclusion of the Sanders material in a national film archive further extends its scope: it shares the space of the vaults with professional works and becomes part of a national heritage, situated in the public domain. As such, it becomes accessible to an undefined and potentially unlimited audience. Finally, we investigate the consequences of the ambiguous position of these films for analyzing amateur film in general. It is our assumption that the blurring of boundaries between public and private that occurs around the Sanders films extends beyond the home movies produced in the Dutch East Indies and other colonies where émigrés lived in relatively isolated circumstances.
(The two hundred and forty-six thousand Europeans living among 61 million Asian/Pacific inhabitants of the islands in 1930 represented less than 0.5 percent of the population.) 4 How can we account for the fact that the contexts in which amateur film is produced, preserved, and reused frame the material in constantly shifting ways?
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Over the past two decades amateur films have been rediscovered as valuable social and historical sources. Scholars have attempted to define the genre and provide models for analyzing its style and content. 5 We contribute to this research by assessing the impact of public archiving and exhibition on the interpretation and valuation of amateur film-an underdeveloped dimension of the scholarship thus far. 6 The collection records a range of subjects: the household, servants, holiday activities, and visits to friends. The collection also includes a few films that deal with Sanders' working life in the mining industry.
Besides, existing studies of how the contexts of public archives and screenings influence the perception of moving image materials usually focus on professional media productions. 7 Since their displacement from the home to a public, state-sponsored archive entails a clear change in their meaning-from documents that serve individual families as reminders of commonly experienced events to films that come to represent wider historical developments-family films are particularly apt objects to investigate how new contexts influence the meaning of audiovisual heritage. 
THE SANDERS COLLECTION

AN EXTENDED FAMILY
The Servants of the Sanders Family is a 16mm, black-and-white film running nearly eight 
EXTENDING THE HOME
Mining Company Redjang Lebong, a longer black-and-white film running nearly half an hour (722 feet of 16mm), focuses on Mr. Sanders's factory, documenting aspects of his working life. The film is divided into three parts, each introduced by an intertitle describing a stage in the process of extracting the gold from the ore. In the first part we see the workers extracting the ore from the rocks, putting it into different buckets placed on rails, pushing the buckets toward a funnel, and bulking the ore into the funnel. We then see the ore falling into a train, which transports the ore to the factory, where the gold is extracted from it. In addition, we see women preparing food, people at the company hospital, and Sanders working in his office. The last two parts compile shots relating the factory to the Sanders house and its scenic surroundings, including a market, rice fields, and a waterfall. The content of Mining Company Redjang Lebong thus deviates from the other Sanders films with these public spaces shot outside of the private sphere of the family.
Stylistically, however, the film is dominated by the typical characteristics of the family film. There are several instances of incorrect framing and extensive use of panning. For example, one scene portrays two men working in the mine. The two men, filmed in a long shot, walk toward the camera when, after a few seconds, the camera suddenly tilts and focuses on the ore ( Figure 5 ). The men seem to be of secondary importance to the presentation of the mine. 
EXTENDED FAMILY FILMS
The analysis of these two films from the Sanders collection shows that from the moment of production, the films were extending the boundaries between the private and public realms. 
FROM THE PRIVATE HOME TO THE PUBLIC ARCHIVE
Besides the extension from private to public visible in the films themselves, the inclusion of the Sanders home movies in a state-owned collection has further widened their scope.
Footage recorded for private viewing has acquired a collective, public status. The simple fact that the Filmmuseum deems these amateur works worthy of collecting raises them above the status of most amateur film collections, which remain in private hands or have been lost to posterity. Besides, the position of the Sanders films in the Dutch East Indies collection, which comprises a heterogeneous combination of genres, emphasizes their status as historical sources rather than personal documents with a unique, situated meaning.
The move of the Sanders films to the public archive has consequences on two levels. First, it changes the type of audience they address. Originally aimed at an audience of family and friends acquainted with the context in which the films were made, their move to the museum changes viewers into spectators who cannot participate in their original meaning and will see the films in a different light. 15 In 2000, the Sanders material, together with that of the Boks, Kerbert, and Sandberg families, was presented Most importantly, then, the analysis of the Sanders films and their recontextualization in the public archive complicates the idea that amateur films belong to the private sphere while professional films belong to the public sphere.
REDEFINING AMATEUR FILM
Most writers on amateur film have defined the genre in opposition to commercial production. In Reel Families (1995), Patricia Zimmermann summarizes the usual characterization of amateur media productions as marked by their "unintentionality, lack of deliberate formal and textural codes, circulation within the leisure and affective systems of participants, and social distance from commercial forms of media production." 22 As such, she firmly situates the genre in the private sphere, conceptualized as the realm of family and personal life. This stands in opposition to the public sphere, the realm of economics and politics.
Zimmermann also points out the intricate relationship between the public sphere and the role of "experts," those who control the knowledge to organize the complex industrial production process. She follows Jürgen Habermas's argument that the rise of experts has precipitated the gradual destruction of the normative public sphere, whereby "technical rules replace equal access to participation in public discussion." These experts become associated with professionalism, a system of rules insuring access to the economy for only a qualified and privileged few. This also applies to the field of film production: "Professional film's 'codes of expertise'-narrative paradigms, capital-intensive production, division of labor, and market control-determine access to the market economy." This domain is clearly off-limits for the amateur. "Because professionalism incorporates rational rules and the reproduction of known qualities," she continues, "it operates within a more public domain. On the other hand, because amateurism structurally rejects these rational modes, it is marginalized within the private sphere of personal life, outside wage labor and economic relations, and operates almost exclusively as consumption."
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As the above analysis of the Sanders films shows, this view of amateur film as limited to the private sphere no longer holds. Besides the already mentioned ambiguity between amateur and professional in many home movies, the public broadcast of amateur content on television and the Internet has increasingly blurred the boundary between private and public. Although the latter seems to be a recent phenomenon that is mostly related to the emergence of home video, we argue that it also changes our perspective on the position of amateur film. 24 First, as we have shown with our analysis of the Sanders films, amateur film never was entirely private. Second, the archival context in which the material is kept and reused further extends into the public domain.
MEDIATED MEMORIES
In in the media technologies themselves-as discursive strategies that shape our use of the technology-as well as in the fact that individual producers or users shape their identity in relation to the people that surround them.
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FRAMING FAMILY FILM
Upon their displacement to the public archive, family films acquire new meanings that contribute to the formation of collective memory. In Mining the Home Movie (2008), Zimmermann emphasizes the dynamic nature of the way home movies come to signify historically. They "need to be reconsidered as mobile constructs, activated in different ways through different historiographic and artistic strategies," she argues. "As they move from attics to archives, from private use to public reclamation, home movies transform into public memory, mobilizing history as something particular, local, specific." In this sense, the attribution of meaning to family films is an open and dynamic process, mediated by the various contexts through which the material travels. Zimmermann goes so far as to say "For home movies, signification is often not embedded inside the representation," that "they require juxtaposition of other images and ideas so their embedded ideologies are denaturalized." 28 Although this underlines the importance of studying the way contexts frame the meaning of family film, the question is to what extent the signification of home movies can be entirely independent from what the images show, and how the subjects are portrayed (style of filming, editing, titles, etc.). We argue that the textual elements of the film limit the interpretations available to viewers. Of course the films can be used to support a new discourse. Footage can change from specific, historically situated shots to stock shots with a rhetorical function. At the same time, one can "over-interpret" these images if projecting things onto them that do not really seem to be there. Ideologies are more often added than embedded.
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In her book Travelling Concepts in the Humanities (2002), Mieke Bal develops a conceptualization of framing that acknowledges the dynamic nature of attributing meaning to cultural objects while respecting their idiosyncrasies. Bal prefers the term framing over context, since the latter is static-a collection of data-whereas the former represents an activity, "performed by an agent who is responsible, accountable, for his or her acts." The accountability of the agent is important since framing is inescapable. We simply cannot see objects outside of their frames: "the frame is the link between the work and the world." Moreover, since framing is a verb, it points to process and thus involves time in interpretation and analysis, acknowledging that the meaning of the object is continually being redefined through different acts of framing. 30 Although Bal states that framing predicates its object in time and space, she also shows how the process of framing is influenced by the textual and visual elements of the object itself. As an example, she discusses the exhibition "Moordwijven!/Lady Bal's conception of framing is useful for our research in that it points to the fact that each exhibition or screening adds meaning to the films: "framing adds baggage to the staged image because it is performed. Framing, in fact, is a form of performance"
(173). In that sense, the concept also alerts the analyst to the importance of the institu- 
STUDYING EXTENDED FAMILY FILMS
What, then, can the Sanders case teach us about analyzing amateur film in general? First, it shows that family films, though produced by individuals or a limited number of participants at specific places and times, cannot be confined to the private sphere of the home and the family. Van Dijck's reconceptualization of amateur media productions as mediated memories acknowledges that they manifest both an individual and a social dimension, which from the start extend their scope beyond the private domain. With her conceptualization in mind, the analyst can study home movies for their transgressions between private and public, rather than emphasizing the circle of the family as the core of the film's meaning. Besides, the extension of family films beyond the private home invites a rethinking of amateur films as a separate genre. As our analysis of the various framings of the Sanders material shows, in different contexts amateur images come to mean differently, to the extent that-as with the Boks material in So Long-they are not even recognizable as amateur in origin anymore.
EXTENDED FAMILY FILMS
Rather than trying to define amateur content and style, then, it makes sense to combine a study of their formal features with an analysis of the way they have been framed. In that sense his method does not account for films like those of Mr. Sanders that extend from the home movie to the documentary and from the private into the public domain.
In order to do justice to the fact that family films are both products of individual people, related to the private home, and have a scope that extends into the public domain, we propose to study them both as film texts and as objects that derive their meaning in relation to the contexts that frame them. As with the Sanders films, textual analysis is often the only way to provide some insight into the context of production. Besides, textual analysis has provided the visible evidence of the ambiguous position of these films between the private and public domain. However, in order to analyze their meaning, we also take into account the way home movies are being framed by deconstructing the elements of the specific setting in which we encounter them, such as the status and policies of the archive, the type of exhibition, the organizing institution, the information that is provided or lacking, and the relation of the films to other exhibited material. Bal's conception of framing is useful in analyzing the interaction of film text and context as a dynamic, ongoing process that adds new meaning to the films at every new event. 
NOTES
